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PROGRAM 

Quartet in A Minor, Op. 13 
Adagio; Allegro vivace 
Adagio non Iento 
Intermezzo: Allegretto con moto 
Presto 

Concertino 

INTERMISSION 

Quartet in A Minor, Op. 132 
Assai sostenuto; Allegro 
Allegro rna non tanto 
Molto adagio (Heiliger Dankgesang eines 

Genesenen an die Gottheit, in der lydischer 
Tonart) Andante (Neuer Kraft flihlend) 

Alia marcia: assai vivace 
Allegro appassionato 

Photographing >nd sound recording are pro hibited. 
We fu rther request that audible paging devices not be used du ring performances. 

Paging arrangements may be made with the ushers. 

If it is anticipared that rickelS will nor be used, subscribers are encouraged to rum them in for resale. 
This is a tax-deducrible donation. Call 285-5400. 
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PROGRAM NOTES 

Quartet in A Minor, Op. 13 
Felix Mendelssohn 

Mendelssohn drew part of his inspiration for this quartet 
from Beethoven's monumental late quartets, which he 

had just heard and which overwhelmed him with their 
many advanced features and their amazing scope and spiri
tuality. He paid these works the greatest possible compli
ment by adapting several of the techniques Beethoven 
used-integrated movements , fugal textures , new tonal 
effects, and more adventuresome harmonies-into his own 
quartet writing. 

The composer was also stimulated by the poem "Ist Es 
Wahr1" ("Is it True1"), written by his close friend Johann 
Gustav Droyson, with the first line, "Is it true that you are 
always waiting for me in the arbored walk?" In the spring of 
1827, after falling in love while on holiday, the eighteen
year-old Mendelssohn decided to set the poem to music. 
The opening three-note phrase of the song, published as 
Op. 9, No. 1, became the germinal melodic cell of the Op. 
13 quartet. This motto permeates the entire quartet, some
times in direct quotation, more often by recalling its rhythms 
or intervals. But even more incredible than the work's bold 
conception and brilliant execution are its passion and 
poignancy, which may well surpass in sincerity the feelings 
expressed in many of his later works. 

The quartet stars with a slow introduction in A major. 
After two mood-setting phrases, Mendelssohn presents the 
all-important .t,hree-note motto "Ist es wahr'"- long/ short
long- a question he endows with great yearning and pain. 
The Allegro vivace then starts in A minor with busy six
teenth-note filigree until the viola starts the principal theme, 
based on the motto rhythm, which is expanded before the 
cello, playing high in its range, launches into the intense, 
impassioned second theme. The development, which starts 
exactly like the fast section, is highly contrapuntal, disso
nant, and continually surging with musical electricity. The 
recapitulation is quite free, and the coda continues and 
builds on the already high energy level to reach a climactic 
ending. 

The extremely emotional Adagio non Iento starts with 
what might be termed a very loose paraphrase of the 
rhythm and feeling of the original song. A dark, somber 
fugato follows, its melody introduced by the viola and then 
imitated by the other instruments. The mood lightens as the 
tempo picks up slightly, and the first violin plays a distinc
tive rhythmic figure over . a pulsing accompaniment. The 
fugato theme and its inversion are heard in this section 
before a brief violin cadenza acts as a transition back to a 
free , shortened reprise of the slower first part. 

The guileless Intermezzo offers a welcome change from 
the Adagio's emotionally and intellectually charged atmos
phere . The first violin sings the folklike theme, while the 
others supply a simple pizzicato accompaniment, with only 
the merest touches of counter-melody. The much faster, 
whispered middle section recalls the fleeting, delicate scher
zos from Mendelssohn's Octet and A Midsummer Night's 
Dream. After a repeat of the opening section, he combines 
the two musical ideas for the evanescent coda. 

Mendelssohn starts the Presto with a dramatic opening 
reminiscent of the recitative from the fourth movement of 

Beethoven's Op. 132. Everyone plays tremolo except the first 
violin, who plays an agitated ad libitum recitative based on 
the fugato theme of the second movement. Once past the 
recitative, Mendelssohn puts forth a multitude of motifs, many 
of which bear a kinship of some sort with material from pre
vious movements, and particularly the "Ist es wahr?" motto. 
At the very end of this vigorous movement, Mendelssohn 
brings back the introduction to the entire quartet. But this 
time, he allows it to continue with a melody that comes clos
est to the actual "Ist es wahr?" song setting-thus integrating 
the entire quartet and bringing the music full circle. 

This is the second time this work has been played on a 
Friends of Music concert. It was last performed by the 
Cassatt Quartet in june 1986. 

Program note by Melvin Berger, from his Guide to Chamber Music 
(New York: Doubleday Anchor, 1990). 

Concertino 
Igor Stravinsky 

I n Igor Stravinsky: An Autobiography, the composer 
described the genesis of the Concertino: "M. Pochon 

[Alfred Pochon, first violinist of the Flonzaley Quartet] 
wished to introduce a contemporary work into their almost 
exclusively classical repertoire, and asked me to write them 
an ensemble piece, in form and length of my own choosing, 
to appear in the programs of their numerous tours. So it was 
for them that I composed my Concertina, a piece in one 
single movement, and treated in the form of a free sonata
allegro with a definitely concertante part for the first violin, 
and this, on account of its limited dimensions, led me to 
give it the diminutive title: Concertina (piccolo concerto)." 

Stravinsky began work on the Concertino in July 1920, 
while on summer holiday at Carantec, Brittany; it was fin
ished on September 24 and dedicated to the Flonzaley 
Quartet. Much later, in 1952, the piece was revised for 
twelve instruments-ten winds, violin, and cello. Classified 
among Stravinsky's earliest Neoclassical works, the 
Concertino strives to assert, in twentieth-century terms, the 
principles laid down in the eighteenth century- clarity, 
emotional restraint, detachment, and objectivity. As in most 
of his other works, Stravinsky tried to avoid any overt dis
play of emotion: "I consider that music is by its very nature 
essentially powerless to express anything at all. Expression 
has never been an inherent property of music." Stravinsky 
was also interested in jazz at the time, and a few traces . of 
ragtime can be detected in the music. 

The two principal musical gestures of the one-move
ment, six-minute Concertino are the harshly d issonant 
ascending scales that open the work and the busy, motoric 
figures that follow. The slower middle section, which comes 
after another scale, is largely a cadenza for the first viol in 
and functions as the development, mostly of the scalic idea. 
The tempo and 'mood pick up for the final section, which 
recall, in general terms, the two original themes- the rising 
scales and the active figuration. The music quiets at the end; 
Stravinsky wrote the word sospirando, sighing or plaintive, 
over the last notes. 

This is the first performance of this work on a Friends of 
Music program. 

Program note by Melvin Berger, from his Guide to Chamber Music 
(New York: Doubleday Anchor, 1990). 



Quartet in A Minor, Op. 132 
Ludwig van Beethoven 

I n the fall of 1822, the Russian Prince Nicholas Galitzm,. an 
amateur cellist and admirer of Beethoven, wrote the com

poser offering to pay him whatever he thought proper for 
the composition of one, two, or three quartets. From May 
1824 until November 1826, Beethoven worked on the three 
quartets for the prince, Opus 127, 130, and 132, plus two 
others, Opus 131 and 135. These late quartets contain some 
of Beethoven's most .profound musical thinking. They push 
the boundaries of motific development farther than anyone 
had gone before. And to many listeners, they have suggest
ed new depths of spiritual and emotional expressiveness. 

Beethoven encouraged such responses by labeling the 
slow movement of the A-minor quartet a "holy thanksgiving 
song of a convalescent to the diviniry, in the Iydian mode." 
And a section of contrasting material in this same movement 
is marked "feeling new strength." Beethoven had indeed 
been ill during the winter of 1822-23, and composed the 
quartet in the spring. The late nineteenth-century critic A. B. 
Marx invented a whole program for the quartet based on 
Beethoven's illness and recovery: for instance, he found the 
second movement to be a description of the recovering 
composer walking in the countryside and watching the 
peasants dance. While just such an experience may be 
behind the composition of the work, there is no evidence 
for a detailed program, or even of a general one, like that of 
the Sixth Symphony. Of course any listener may find pas
sages expressive of restlessness, pain, melancholy, joy, or, in 
the slow mcwement, thankfulness and "feeling new 
strength." But what we sense as spiritual depth is an infer
ence we make from the intensity and profundity of the 
purely musical material. In 1824 Beethoven wrote the pub
lisher Peters that this quartet "is one of the best works I 
have ever produced." Many later listeners have agreed. 

The quartet is built out of contrasts. The first few bars, 
which provide the motific material for most of the first 
movement, contain several: the slow opening Assai sostenu
to begins with a motif that is repeated and inverted in the 
other voices until the violin abruptly breaks into a run that 
announces the Allegro. The cello then introduces the dotted 
eighth- and sixteenth-note motif that becomes the first sub
ject. Legato passages clash with short quarter-note chords 
and other contrasting material until the second subject, a 
lyrical rune in F, appears in the second violin over restless 
triplets in the viola and cello. The development section 
seems shorter than one might expect, and what appears to 
be the recapirulation is in E minor instead of the expected A 
minor. But then there is a second recapitulation, this time in 
the normal keys of A minor and C. Extreme dynamic con
trasts are evident throughout, especially near the end of the 
movement. 

The second movement, marked Allegro ma non tanto, is 
in a dance-like triple time, and in contrast to the emotional 
first movement, as Joseph Kerman says, is "low-keyed, 
abstract, level, cool." Again there are internal contrasts: the 
opening unison passage yields to contrapuntal material in 
which the motifs are broken into smaller and smaller units 
and played with exhaustively. The middle section offers 
mental relief with a bagpipe-like tune over a drone; the 
viola introduces a busy eighth-note line which the violin 
takes up, until gruff unisons in the lower voices and an 

unexpected shift in meter bring back the d;one. The first 
section is then repeated exactly. 

The Malta adagio, the "Heiliger Dankgesang," employs 
the "Iydian mode," a scale based on F without the B flat, a 
Romantic gesture that reflects a revival of interest in early 
church music. In contrast to the slow, serene counterpoint 
of the opening, the section marked "Neue Kraft fuhlend" is 
an Andante in three-eight time, irY'D major, and moves with 
more energy. The adagio and andante sections then repeat 
with variations until the adagio rerurns in a final variation 
marked "Mit innigster Empfindung" (with the most intimate 
feeling). 

A jaunry little march-contrast again-is interrupted by a 
surprising recitative, an operatic gesture that may remind 
one of the recitatives that lead to the finale of the Ninth 
Symphony. A run in the first violin, rather like those in the 
first movement, leads to the finale, the Allegro appassionato. 
The feeling of this movement is similar to the restless agita
tion of the first movement, until the Presto coda, introduced 
by the cello crying out the main theme at the top of its 
range, moves into A major and ends the work with a burst 
of positive energy. 

This is the seventh appearance of this work on a Friends 
of Music program; it was last played by the St. Lawrence 
Quartet in November 1994. 

Program note by Edward Doughtie. 

Borromeo String Quartet 

Formed in 1989 by four young musicians from the Curtis 
Institute of Music , the Borromeo String Quartet has 

quickly won recognition as one of the most exceptional 
ensembles of its generation. The quartet takes its name from 
an area in northern Italy where it played its first concerts 
together. After winning the Young Concert Artists 
International Auditions in 1991, the quartet made its New 
York and Washington debuts and has gone on to perform in 
many cities in the United States and abroad, including 
Moscow, Montevideo, Tokyo, Amsterdam, and London. 
They have appeared in a number of music festivals, and 
have worked with many important performers and com
posers, including Walter Trampler, Louis Krasner, members 
of the Amadeus, Italian, Juilliard, and Smetana quartets , 
Gunther Schuller, Gyorgy Ligeti, and Leon Kirchner. 
Malcolm Peyton recently dedicated a quartet to the 
Borromeo. They have served as quartet-in-residence at the 
New England Conservatory of Music since 1992. 

Nicholas Kitchen plays on a Stradivarius violin pur
chased by the A. J. Fletcher Foundation in Raleigh, North 
Carolina, for a long-term loan to Mr. Kitchen. 


